This short text presents the characteristics of theater works by the director, Jan Klata.
he calls mental scratches and literary samples 45 . Scratches have often (but not always) a humoristic character and appear in those moments of the play when the director strongly tampers with the text or purposely suspends the action. They are a kind of reconstruction formed by pieces of art taken out of their contexts. Combined in a different configurations they create a new value. Similarly, sampling means composing pieces of texts and stage images without restraint to find out their alternative contexts.
The director and his artistic attitude became a popular topic for journalists and critics.
Expressive means and an uncompromising attitude divided the audience into enthusiasts and opponents, but in both cases media perceived the artist as a "catchy" subject. Shortly after his debut J. Klata became not only one of the major directors of his generation, but also a "personality" of Polish culture. He owes this success to his intelligence, education, sensibility to social problems, and deep awareness of reality and modern culture. He also has a great ability to recognize, use and analyze its elements (e.g., mass media, music, comic strips, film, computer games, multimedia projections, clips, and animation). time, due to these actions, the director has been called a "revolutionist", a "provocateur", a "rebel", a "patriot in bovver boots" or a "catholic with Iroquois haircut" (J. Klata admits he carries a rosary in his pocket). There have been many articles about the director's image while the analyses of his plays were usually reduced to short post-premiere notes in newspapers and a few deeper critiques in professional theatrical magazines. This lack of serious critical attention shows that a strong image in the media can be dangerous, for it can focus the critics' interests on the artist himself more than on his art.
To date, the only broader study dedicated to J. Klata's theater is a special history. This tendency in J. Klata's theater resembles some of Brecht's practices, which also emphasize the historical aspect in his plays. To be more precise I would like to quote P. Pavis:
"Brechtian often refers to »politics of sign« -space and text provide a space for theater practice and signify reality through a system of signs that are at once aesthetic (rooted in stage materials or in a given stage craft) and political (criticizing reality rather than imitating it passively)" (Pavis 1998a, p.39) . And further: "In Brechtian dramaturgy, as in a staging inspired by critical Bretchian realism, to historicize is to refuse to show human beings in an individual, anecdotic light; to reveal the underlying sociohistorical infrastructure beneath the individual conflicts. In this sense, the individual drama of the hero is recontextualized socially and politically and any theater is historical and political" (Pavis 1998b, p.171) .
The above descriptions are also relevant to J. Klata's performances. However, a polemical debate exists as to whether J. Klata's art should be unambiguously defined as "political theatre" or "post-dramatic theatre" (a term appearing occasionally in articles about J. Klata). It seems that J. Klata's works do not fit any unequivocal definitions, since his spectacles summarize various characteristics of particular theater methods. Describing the director's style as "social theatre" rather than "political theatre" seems the most pertinent, but of course these terms are not mutually exclusive.
P. Mościcki proposes a division of political theater into engaged theatre, which reflects and comments on the arena of politics, and engaging theatre, which, through observing reality and referring to it in a play, aims to influence the environment and to create a new way of thinking. J. Klata should be mainly associated with the engaging theatre.
Whereas the associations with the post-dramatic theater can provide enough material for a separate study, it is worth remarking that some characteristics of J. Klata's artistic language S t r o n a | 132
can be aligned to the post-dramatic theater, while other are completely unlike or only partly convergent.
A separate concern is the term "post-dramatic theatre" itself, as it has not yet been fully and clearly described. The basic compendium of this subject is a monograph by H-T.
Lehmann, but as the author himself emphasizes it is only "an attempt to create an aesthetic logic of the new theatre" (Lehmann 2004a, p. 11) , and many topics could only be mentioned.
Therefore it seems inadequate to define Klata's plays as post-dramatic theatre. Nevertheless, following H-T. Lehmann's analysis one can identify several characteristics of J. Klata's works that align surprisingly well with the above-mentioned theory.
It is worth noticing that the features of post-drama reflected in J. Klata works is a way of stage editing that is similar to cinema aesthetics and elicits "a specific sort of perception, that resembles the eye's? reaction to film cuts" (Lehmann 2004b, p. 205 -the role of music. Songs come from both pop-and counter-culture, but also from classical music. Other than building a specific mood, the songs also function as interpretational hints. Not only the lyrics, but also the socio-political context of the song are important;
-symbiosis with pop culture. Te director consciously refers to mass culture, thereby showing that it is the "natural environment" of the contemporary world.
-numerous references to the aesthetics of comics, film, animation, computer games, but also to old paintings;
-text as a starting point to the story of the contemporary world;
-references to historical events and figures, and also to currently popular politicians;
-rapid changes and thoughtful considerations of the spectacle's tempo -that is often similar to film editing technique. 
